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Summer Fellows: A “Research” Program About The Self

That was 8 weeks. It somehow feels like 10 years and 1 day all at the same time. I don’t
say that to sound nostalgic, but rather because this project has been a crucial lesson in time
estimation among other things. I did so much, and yet I feel as if I didn’t do enough. I worked so
hard, and yet it feels like I could work so much harder. What do I take away from that? When
reflecting on this entire experience, Summer Fellows has become not only an opportunity to
work as a professional designer would, but also to learn and grow from truly living in the mindset
of a designer.
Before I discuss more metaphorical aspects of this program, I want to briefly take a look
at what I achieved, and what I took away from those experiences. When it comes to research, I
wrote an annotated bibliography on the books I read, one of the most powerful being The
Dramatic Imagination by Robert Edmund Jones. I enjoyed reading about theater history and
learning more about Vectorworks in the other books, but this book was something I will take with
me for the rest of my life. I will be telling every theater person I meet to read that book. I also
had the goal of fully analyzing Mae West’s plays and further understanding historical queer
representation through a modern lens by doing research. I can say with confidence I have a
much deeper understanding of what “queerness” has looked like on stage over time and how
important that representation through every form of theater is to amplifying queer voices. From
this, I was able to head strongly into designing the three acts of Mae West’s The Pleasure Man.
I was able to complete full digital drafting for the show, including ground plans, section views,
detail drawings, and paint elevations, as well as the creation of a physical ⅜ scale model to
showcase alongside my final presentation.

This technical work was challenging and wonderfully fulfilling. It was an intensive course
into a process I only glimpsed through other design classes, and being able to jump head first
into this process and create such tangible work has been invaluable to my growth as a designer.
I love getting my hands dirty, and whether that means literally covering them in paint, or
spending hours on Vectorworks with an oily keyboard, I felt motivated by seeing my physical
work come to life.
While I was not able to complete my full proposal of having a digital rendering and hand
rendering for each act, I was able to complete a digital rendering of Act 2 on Sketchup as well
as a hand rendering of Act 1. At first, I took this to heart. I felt as if I had failed to not complete
everything I had hoped to. However, after reflecting I am extremely proud of what I have been
able to accomplish. I was challenged with personal struggle, technological problems (in the form
of my computer crashing and not 1, but 2 3D printers failing me), and a deeply troubling creative
block when at my lowest mentally. These are not excuses for missing work, but rather an
overview of my ability to push through challenges and design something of which I am proud.
Discussing with my mentor, I reflected on what a creative block is, and how to push through it. I
gave myself time to think and incubate my ideas. Just as a professional designer does, I used
that time to come back stronger with new ideas and a fresh mind. After taking time to myself, I
used the emotion from my own personal struggles to fuel the passion I had for design and to
reignite my love for sharing queer history. And, yes, I will admit, if I had not struggled during the
middle of this program I would have been able to complete my entire proposal. There were
moments when I felt so overwhelmed with every emotion imaginable that I froze. But I can’t go
back now. I can only learn and grow for my future projects.
I’ve learned that part of the Summer Fellows experience is self-doubt. It is the
technology problems, the creative block, and all of the stuff between. This program is not just
about research; it is about doing research in a realistic work environment and developing our
skills as professionals in whatever we study. As someone who is considering going to graduate

school for design in the future and is more than sure they will be involved in the professional
theater world, the ability to move past obstacles and learn from mistakes is essential along with
the other technical skills I have learned such as painting, cutting, and gluing techniques, and
proficiency in digital industry tools. I was even able to further grow in my research skills, which
were the skills I felt most confident in going into Summer Fellows. This has been an enlightening
and challenging eight weeks, which made me realize that a program like Summer Fellows, and
even college as a whole, is not only about academic work, but the lessons one can only learn
through first-hand experience; lessons about grit, professionalism, and the self.

El Cetinski
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Props
https://archive.org/details/writingforvaude00esengoog/page/58/mode/2up
“It is also unwise to ask for pictures to hang on the walls. If a picture is required, one is
usually supplied set upon an easel. Of course, every theatre is equipped with prop telephones
and sets of dishes and silver for dinner scenes. But there are few vaudeville houses in the
country that have on hand a bed for the stage, although the sofa is commonly found. A buffet, or
sideboard, fully equipped with pitchers and wine glasses, is customary in every vaudeville
property room. And champagne is supplied in advertising bottles which “pop" and sparkle
nonetheless realistically because the content is merely ginger ale.”
——

Piano

“There was a “Piano Row” in most large cities—New York, Philadelphia, Boston, and Chicago. Here the
dignified showrooms were all serenity and red brocade. Grands with noble names on the

fallboard—Steinway, Chickering, Henry F. Miller—were displayed and dramatized like Cartier
necklaces.”
“Between 1890 and 1900 the number of pianos in use in American homes increased more than five times
as fast as the population, and at the beginning of the new century the public owned a million pianos.”

“The 1920s era was considered the “Golden Age” of piano building. By this time makers had streamlined
operations and the piano had evolved into a perfect machine. The upright piano had evolved into a very
simple basic design, becoming more utilitarian in appearance than ever before. With the exception of
period furniture styles like Louis XV and French Provincial, most upright pianos were without
ornamentation or frills. Instead, plain square pillars and streamlined moldings resulted in a very “modern”
looking upright piano which was considered “uncluttered” and “beautifully simplistic.” These
simple-looking upright pianos were generally of excellent quality.”

“In the early 20th century the grand piano, like the upright piano, began to become a bit streamlined and
simplified in design. By about 1910, smaller baby grand pianos started to become popular. These early
baby grand pianos were still a bit larger and more massive than the baby grand pianos produced in the
1920s, but they were a step in the evolution toward the tiny apartment size baby grand pianos of the 1930s
and 1940s. These baby grand pianos were offered in a wide variety of styles, often to compliment
particular periods in furniture design, but the most popular style by far was the spade-leg classic design
that most of us associate with the traditional baby grand piano of today.”

Mop/Mop Buckets

Flask

Luggage trunks

Rehearsal bags/Casual bags

cigarettes/box/lighter

Atomizer

Makeup sets

Lighting gels
https://www.rosco.com/spectrum/index.php/2010/11/the-first-100-years-from-gelatine-to-roscolux/

“The color range started small and new colors were added as needs arose or sometimes it was just
serendipity. One day in 1919, Rosenstein had checked out a run of gel and decided that it was off-color
and unsaleable. Louis Hartmann, David Belasco’s electrician, came in and looked at a sheet of this
unsaleable, salmon-amber. He asked if he could take a couple of sheets and returned the next day to get
some more. No one knew what he was talking about. “It was here yesterday,” he said, “that bastard
amber.” Well, it had all been remelted and now Hartmann was rhapsodizing about how wonderful it was
on skin tones. Fortunately, he still had a sheet and Mac was able to recreate the accident – Bastard Amber.
Over the years, Bastard Amber has become one of Rosco’s largest selling colors… Serendipity.”

Bottle of aromatic

Punch bowl with ladle/glasses

Handcu s

Theaters
Mae west performance Theaters
The Pleasure Man
Bronx Opera House
- Because of the interior being redone into a hotel, there are really no surviving images of
the indoor space. There are descriptions found below.

-

-

-

-

-

It had a capacity of 1,892 seats divided as follows: 799 orchestra (floor) seats, 537 balcony seats,
478 gallery seats and 78 box seats. The stage had a proscenium opening of 34x28 ft. and a 4 ft.
apron. The theatre was equipped with 110 A.C. electricity. The backstage area featured 12
dressing rooms.
The building, its façade still standing today, has a 97-foot-wide (30 m) fronting on 149th Street,
between Bergen and Brook Avenue, and it runs back 205 feet to 148th Street. A three-story
commercial building was on 149th Street. That space, apart from the 25-foot lobby leading to the
theater, was originally leased to William Gibson and Gustave Beiswenger as a restaurant, café and
banquet hall on the first and second floor named the Bronx Opera House Restaurant,[9] the third
floor being used as lodge rooms.
Emphasis was put on fire safety. An area-way demanded by the Department of Public Safety ran
from street to street on either side of the theatre, affording ample space for substantial steel
stairways leading down from the emergency exits.
An automatic asbestos safety curtain fronted the entr'acte drop, which was decorated with a
damask valance separated into three sections, fringed with galloons. The centre of each section
was embroidered with an embossed wreath, giving them a rich effect, materially enhanced by a
highlight gold border running the full width of the curtain
At the time of its opening, the color scheme interior of the house was ivory, green and old gold.
The decorations were in the Italian Renaissance style. The ornamental work on the ceiling and
box fronts and columns was old gold. The ornamental plaster work had been treated with an ivory
tint, stenciled to harmonized with the wall coverings which were of silk damask. The body of the
silk damask wall decorations was of a light green pattern harmonizing in color. Draperies of the
same character in heavy velvet, treated with gold, with ornate center wreath medallions,
constituted the box decorations.

-

-

-

Three mural paintings were adorning the auditorium ceiling. These represented the Temple of
Love, Love Accused Before Jove, and Repose and Laughter. In the foyer and aisles were carpets
of green, two shades darker than the wall coverings and draperies.
A feature of the Bronx Opera House was the diffused lighting arrangements. The sunburst, or
center ceiling light fixture, was five feet in diameter. The small lights of the auditorium were so
arranged as to be concealed from the eye. The second balcony and main auditorium were
equipped with the same indirect alba glass globes.
Ventilation was achieved by a system of tubing built in the walls and foundations leading to and
connecting on the roof with a high-power electric fan that drove the cold air down under the
concrete floor of the auditorium, into which it was filtered by way of innumerable colanders
installed under seats, making it possible to keep the temperature of the interior "healthful", no
matter what conditions prevailed outside

Boulevard Theater in Queens
- https://en.wikipedia.org/wiki/Boulevard_Theatre_(Queens)
- Designed by Herbert Krapp
- Has gone through many transformations

-

-

Biltmore Theater (Broadway Debut)
- https://en.wikipedia.org/wiki/Samuel_J._Friedman_Theatre
- Developed by the Chanin Brothers
- Designed by Herbert Krapp

-

-

“Horseshoe shaped plan”
Interior “based on adamesque styles”

Adamesque Style
-

-

-

https://mediakron.bc.edu/fashiondecor/design-materials-late-georgian/robert-adam-style
Inclusions of greek and roman classical styles
https://repository.upenn.edu/cgi/viewcontent.cgi?article=5125&context=edissertations
Pattern of domes and curves
Light, decorative, pastel color palette, flat paneling, etc.

Can see this in theaters:

Chicago theaters

Orpheum Theater - Chicago

Chicago Theater
https://www.historictheatrephotos.com/Theatre/Chicago-Theatre.aspx
-

-

More rounded proscenium
Smaller view into the stage
Ornate proscenium detail
- Special top detail
- Paneling
Once again, as with the new york theaters, we see dome shapes being popular

https://www.historictheatrephotos.com/Atmospheric/Paradise-Chicago.aspx

https://www.historictheatrephotos.com/Research/The-Vaudeville-Stage/
“Behind the tormentors is a curtain called the “olio,” which fulfills the triple purpose of hiding the rest of
the stage, serving as scenery for acts in One and often as a curtain to raise and lower on acts playing in the
space back of One.”

-

The theater in the play would probably be using only spaces three - one

“‘It is for this picture-frame stage that every dramatist is composing his plays,’ Brander Matthews says;
‘and his methods are of necessity those of the picture-frame stage; just as the methods of the Elizabethan
dramatic poet were of necessity those of the platform stage.’ And on the same page: ‘The influence of the
realistic movement of the middle of the nineteenth century imposed on the stage-manager the duty of
making every scene characteristic of the period and of the people, and of relating the characters closely to
their environment.’ 5”
-

Focus on that picture frame quality

Open Sets
“Usually in Four — and sometimes in Three — there are to be found in nearly every vaudeville theatre
two different drops, which with their matching wings 7 form the two common “open sets” — or scenes
composed merely of a rear drop and side wings, and not boxed in.
The Wood Set consists of a drop painted to represent the interior of a wood or forest, with wings painted in
the same style. It is used for knock-about acts, clown acts, bicycle acts, animal turns and other acts that
require a deep stage and can play in this sort of scene.
The Palace Set, with its drop and wings, is painted to represent the interior of a palace. It is used for
dancing acts, acrobats and other acts that require a deep stage and can appropriately play in a palace
scene.”
“The Centre-door Fancy is the most common of the box sets. Called “fancy,” because it has an arch with
portières and a rich-looking backing, and because it is supposed to lead into the other palatial rooms of the
house, this set can be used for a less pretentious scene by the substitution of a matched door for the arch.”
SEE BELOW

-

Uses wooden wings

https://babel.hathitrust.org/cgi/pt?id=uc2.ark:/13960/t5j96651q&view=1up&format=plaintext&seq=22
“All architects understand the meaning of the term fire- proof, while the average layman has a very vague
idea of its meaning, and often considers cost prohibitive, but from the fact that lumber is getting scarcer,
of poorer quality, in shorter length and more costly every year, and as the various methods of reinforced
concrete construction are getting better and cheaper every year, the difference in the cost is not so great
when all things are considered.
The walls, both exterior and interior, of a large theatre should be constructed entirely of brick or concrete.
The interior walls may be built of hollow tile, and minor partitions of metal studs and lathed with metal
lath and plastered with hard plaster.
Stairways should be built of iron or concrete and enclosed where possible with fireproof walls. Roofs may
be con- structed of hollow tile or concrete slabs and covered with fireproof asbestos, plastic cement or
waterproof tiles laid in cement.
The floors may be built of hollow tile, poured concrete or slab construction.”

The proscenium arch is the opening between the stage and the auditorium. It varies in width according to
the width of the house, and the height varies in proportion to its width. (See table.) The older houses have
high arches; the modern houses have low arches. The arch is generally elaborately moulded and
decorated, as this affords one place where the designer may spread himself. It is often studded with
electric lights. The general angle of the proscenium arch is 45 degrees, but it may be carried back on the
wall as far as desired and squared back on the stage a few feet and widened out over head as much as the
designer desires.
https://www.historictheatrephotos.com/Research/Atmospherics/

Mae West
Why This Show, Why This Humor, Why This Story?

Mae West grew up in the world of performance and Vaudeville. Born in Brooklyn in 1893, Her
mother was an Austrialian corset model and her father was a small-time boxer. She played Eva in
Uncle Tom’s Cabin at the age of 6.
- Began writing on the vaudeville circuit as a teen, went on the road at 16 with a dancer.
- She knows the life of this play. She’s been to playhouses like this, known people
like all of these characters.
She wanted to disrupt propriety and manners. That was partially the goal for these controversial
plays.
“The gay subculture fascinated New York society in the 1920s and ′30s. Historian George
Chauncey writes that ‘over the course of the decade, gay men became more visible in almost
every setting [Times] Square provided, including its streets, burlesque halls, theatre roof gardens,
and nightclubs, as well as the ‘legitimate’ stage.’” (11)
“It may have been unquenchable egotism, the stubborn refusal to let the Broadway establishment
and the police shut her down. It may have been her affinity for the subject of gay life. In any
event, The Drag was probably the only play Mae West ever seriously rewrote, and when it was
finished and retitled The Pleasure Man, it was a stronger, more dramatically astonishing play
than anything she would write thereafter.” (18)
Had a strong connection with the gay acting community. She brought them to see her mother
when she was in the hospital, and kept them working when producers didn’t cast them in actual
roles.
- 5 gay actors in the drag came back for the pleasure man.
- Chuck Conners
- Ed Hearn
“Her association with gay comedy was noted long ago, when George Davis wrote in Vanity Fair
in 1934, ‘I can pay you no greater tribute, dear lady, than to say that [my love for you] has healed
the wound in my heart caused by the death [in 1923] of the one and only Bert Savoy. I love you,
Miss West, because YOU are the greatest female impersonator of all time.’”
Three Plays by Mae West (p. 26). Taylor and Francis. Kindle Edition.

Three Plays by Mae West (pp. 25-26). Taylor and Francis. Kindle Edition.

She was extremely influenced by well-known comedian and drag performer Bert Savoy, who had
a similar one-liner, shocking comedic style.

-

Paradise definitely seems to be inspired by him, with his quippy one-liners, gossip jokes,
and cheek, while also holding to his virtue as a person.

Why Chicago?
She has performed in Chicago, but this was after The Pleasure Man was written, this is an
archival video of part of that performance in 1938, 10 years after the Pleasure Man was written
and performed for the first time.
https://www.chicagofilmarchives.org/collections/index.php/Detail/Object/Show/object_id/5686

https://www.rogerebert.com/interviews/remembering-mae-west
“Stein said he played the violin for Miss West's stage act in Chicago when he was 18 and she
was 26.”
She has toured other shows and Vaudeville in Chicago, most notably Diamond Lil.
I think that Chicago was a similar atmosphere and culture to New York performance at the time
and she used that location to tell the story instead of NY where The Drag was set. Maybe she
thought it would lessen the negative homophobic views of NY police and the public.
https://core.ac.uk/download/pdf/61115592.pdf She performed on the Keith circuit, which was
throughout the US, which connected with the Orpheum circuit, and there is an Orpheum theater
in Chicago. This is actually mentioned in the play.
https://en.wikipedia.org/wiki/Orpheum_Circuit

Wealthy Chicago Apartments of the 1920s

-

Art Deco
Decorative and intricate staircase railings
chandelier

https://artofgreatgatsby.weebly.com/architecture.html

http://www.1920-30.com/architecture/
https://www.choosechicago.com/blog/architecture-history/a-guide-to-chicagos-art-deco-architect
ure/
“1920s Style Interior Walls
In all aspects of 1920s interior design, interior walls were often the most understated feature. A
bold colour, a coat of varnish, and some accentuating wainscoting, skirting boards, and
architraves were applied to add the perfect amount of elegance to each room”
https://owlcation.com/humanities/Popular-1920s-Era-Chicago-Architecture
Most popular styles of architecture
- Art Deco Style
- Neo Gothic Style
- Beaux-Arts Style
- Prairie Style

https://webapps1.chicago.gov/landmarksweb/web/landmarkdetails.htm?lanId=1443
- Not a house, but a lobby of a Chicago theater, showcasing the stairs

Elliot Cetinski
7-22-22
Mentor: Prof. Shannon Zura
Summer Fellows 2022

Annotated Bibliography
West, Mae. Three Plays by Mae West. Edited by Lillian Schlissel, Routledge, 1997.

Introduction (1-31)
This introduction was written by Lillian Schlissel, an American historian focusing on
English and American studies who also edited the three plays in this anthology. She tells the
story of Mae West’s life as a writer from the beginning of her career, stressing that Mae West was
as much a writer as a performer. She argues that this is what made her career a success; she
performed all her own written work. She also discusses the controversy of her stage plays and
the trademark boisterous sexuality in her pieces. As Schlissel says, “The vulgarity of Mae West
plays was meant to disrupt standards of propriety” (3). As an introduction to “the gay plays” of
Mae West’s career, Schlissel specifically writes about the legal cases and police raids aimed at
the shows. Mainly, she points to the fact that the raid on Sex was actually because of outcry about
The Drag, and taking down the show in which West was performing was more efficient than
targeting the play she wrote. Schlissel also talks about The Pleasure Man being a rewrite of The
Drag meant to avoid police and legal censors, but it was similarly raided after eight runs, then
raided a second time more brutally in the middle of the show, costing West bail money for 59
cast members in total (21). The Pleasure Man was similarly put on trial, costing West $60,000 in
court fees, where the indictments for the defendants were eventually dismissed (23).
I bring all of these points of Schlissel’s writing up because they give crucial context to
West’s plays. As Schlissel says, “In Sex, Mae West broke Broadway moralities and made sin a

domestic product” (7). West completely smashed taboos about vulgarity and sexuality on the
stage, and the legal cases brought against her perhaps only did more to cement her ideas and
controversies in the eyes of the public. Queer people have a long history with authority figures
such as the police, and the stories behind these plays being performed allow us to witness that
history in full force. These plays are reminders of the attempted silencing of queerness on the
stage and in life.
I also want to note how important this introduction was for my understanding and
analysis of The Pleasure Man, the show I will be designing. Schlissel explains everything I
appreciate about the rewritten version of The Drag. She states, “Terrill’s villainy is defined not
by his seduction of a young girl but because he is a chameleon… Paradise and all the ‘queers’
are the world’s innocents. They do not lie about who they are. Their fantastic gowns and
‘disguises’ confirm their identity. The ‘straight’ world is disguised and the gay world is
‘straight’” (26). It is a beautiful paradox that is so rare for the time she wrote it, and is a piece of
historical queer celebration and appreciation that should not be forgotten.

The Drag (96-143)
Written by Mae West in 1927, The Drag is a play in three short acts about two families in
New York City, The Richmonds and The Kingsburys. Through the stories of these two families
intertwined by an unhappy marraige, the play explores how gay men and drag queens were
percieved in the 1920s as well as how these men navigated a world that deemed them
“degenerates.” It also touches on how queerness and mental health are inherently connected
because of the discrimination queer men faced.

While the play does broadcast the problematic messaging that gay men need to be fixed,
cured, or censored, there is an underlying message that these men are born this way, they did not
choose it. When discussing the handling of gay men in the law with The Judge, The Doctor
states, “Their crime isn’t one of commission or omission. It is a misfortune for which they are
not to blame” (107). Being gay is still a “misfortune,” but that misfortune isn’t a choice. When
taken in the context of the time period it was written, it is surprisingly progressive in its
willingness to showcase the life of those who do drag, portraying them as likable and
approachable friends instead of demonizing them. Its stress on being “born this way” is also
shockingly progressive, even though it comes with the ideology of the inherent wrongness of the
“gay lifestyle,” whether born or chosen. This play is a perfect example of early queer
representation that has been forgotten by many because of its problems with the portrayal of gay
men. I believe that by using theater and design, we should be looking at and analyzing these
plays instead of erasing them. It is worth understanding the modern problems of the piece in
order to appreciate the history of queer representation, good or bad.

Sex (32-95)
Following the story of sex worker Margy LaMont, Sex is a three-act comedic drama that
explores the intricacies of social class and relationships as they relate to prostitution in the 1920s.
Margy wishes to leave her life as a well-known sex worker in Montreal and her brutish,
murderous pimp, Rocky, decides to find a rich old man to treat her well. She travels with a naval
man, Gregg, to Trinidad. However, her plans go sideways as she falls in love with a young
millionaire, realizing that her past may not let her have the life she never could have dreamed of.
After discovering that she knows her lover’s mother from an incident in Montreal, her secret

becomes harder and harder to keep, and she is exposed once Rocky comes after her lover’s
mother, leaving Margy to save her from a close call with death. At the end of the day, Margy
realizes she can’t just forget who she was, and after she is exposed, decides to embrace the life
she loves most, leaving for Australia with her new sugar daddy, Gregg.
As I stated above, Sex uses comedy to delve into the taboo life of sex work in the early
1900s. Showcasing the brutality of “The Life”, the audience bears witness to a woman being
overdosed on drugs, the abuse of women under pimps, and probably most shockingly, the suicide
of a sex worker, Agnes, after she is not accepted back home. This example in particular
showcases the importance of this play in my work, because it is the pivotal factor in Margy
choosing to hide her previous life from her new lover, and a clear example of how people who
express sexuality exist in a lower social class. In Act Two, Agnes appears, sick, grieving from
the loss of her pimp from a drug overdose, and homeless after her family refuses to accept how
she made money on her own. As Margy says, “They forgive you but they won’t let you forget”
(65). Here, Margy is still within the same social class she’s always been in. Empathetic to Agnes,
similar to herself in Act One. At the end of Act Two, Agnes jumps off the docks, killing herself.
Margy almost faints in horror, but her lover says to her, “Nothing to worry us, dear. Just one of
those poor wretches that follow the fleet” (70). In this one sentence, Margy has officially risen in
social class. She has become the “us”, and not the “wretch.”
Even later in the play, we see social class explored further as Clara, Margy’s future
mother-in-law, is so scared of being found out to have met a pimp in Montreal that she gives him
money, jewels, and lies to her husband to keep her status as a “clean” woman. Margy says to
Clara, “Now you’re down off your pedestal. You’re down where you can see– it’s just a matter of
circumstances. The only difference between us is that you could afford to give it away” (74).

Clara, in taking part in the sexual world in Montreal, has lowered her social class, even secretly,
and Margy knows that. Consistently, Sex uses the story of Margy as a sex worker as well as the
story of other women like Clara to exemplify how exploring and performing sexuality lowers
one’s social class, and how crucial it is to one’s existence and success in society. While there are
no explicit queer people in this play, queerness is inherently tied to sexuality, specifically explicit
sexual content in the 1920s. For my own work, Sex has helped me further understand the
collective ideology around sexuality in the time Mae West was writing her plays, and why her
work was so controversial: she was humanizing people who were treated as less than human
because they were proud of their sexualities.

The Pleasure Man (144-202)
A rewritten version of The Drag, The Pleasure Man is Mae West’s attempt to get her
work and her actors through the censors of New York Police and the law in the 1920s. In this
play, we catch a glimpse of the backstage life of performers, dancers, drag queens, and acrobats.
This play follows multiple different stories of different troupes of performers, as their show is
interrupted by Rodney Terril, a man who flirts with every woman he sees. He is “The Pleasure
Man.” His actions cause rifts between married couples and cause tension between leading queen
Paradise, as an old fling of Rodney’s named Mary Ann shows up begging for him to marry her
(it is assumed she is pregnant). He causes her to fall, which leads to a commotion where Paradise
implicates Rodney. Later in the show, we go to a party full of queens and performers, and
Rodney shows up with a married woman. Her husband arrives drunk, stopping the party, only
dissuaded from searching for the couple and getting violent by the drag queens. The next
morning, Rodney is found dead, and everything points to the husband killing him. However, at

the last second, Arnold, stage electrician and brother of Mary Ann, is brought in having admitted
to the crime. Because of his sister’s failing health after attempting to abort the pregnancy, he had
attempted with his medical knowledge to castrate Rodney as a cruel but fitting punishment for
his actions, but Rodney died during the procedure.
I have chosen to design this play for multiple reasons including the challenge of the set
being two stories tall. Mainly, this play does everything The Drag failed in doing, and, in my
opinion, is redeeming to Mae West for the modern criticism she receives for The Drag’s
portrayal of queer characters. What I mean by this is that this play does not villainize the queer
people in it, and actually villainizes the violent heterosexuality that Rodney carries out. While
The Drag is easily written off in the modern-day because homosexuality is still portrayed as
wrongdoing, The Pleasure Man makes no mention of the wrongness of being gay, and if
anything practices a subtle but important inclusion of queer characters. “The Boys” and Paradise
are beloved stage acts as “female impersonators”, and are never used as a scapegoat or made fun
of. In fact, all of the other characters truly enjoy making sexual jokes with the queens, such as,
“Had your cream puffs this morning?” (152), and, “Oh, I get down on my knees– and sing a
couple of Mammy songs” (152). In a conversation between Paradise and Stanley, a backstage
crew member, he says, “And don’t you annoy the boys, Violet.” Paradise responds, “Lavender
maybe, but violet never” (154), a reference to the color lavender being socially connected to gay
men, while violet had been long attributed to gay women.
When Mary Ann faints, the first person to come to her aid is Paradise. When the detective
insinuates that she hurt Mary Ann, Paradise responds, “Naturally they saw me bending over her.
I’m not heartless, you know. I have feelings” (185). She is fully believed. At this moment, this
gay man was shown to audiences as completely human. Later on, she confronts Rodney about

his actions. He says that no one will believe her over him, but she says, “Oh they’ll believe me
all right, in preference to you. I’ve taken care of that” (186). Then she yells, “And if you’re a
man, thank God, I’m a female impersonator” (187). Mae West is actually making the audience
prefer Paradise over Rodney and goes so far as to say that being a gay man is preferable to being
a man like Rodney.
While some people may still see these examples and this play as Mae West using gay
men to entertain and draw spectacle, I disagree. I believe that The Pleasure Man was her attempt
at keeping the queer actors she respected on the stage after The Drag shut down. It shows her
deep love for these people that express sexuality; she wrote about them, cast them, bailed them
out of prison, went to jail for them, and many debate that she was queer herself. Ultimately, this
play encapsulates that which I want to explore using set design and more. It showcases historical
queer representation in theater and exceeds other shows of the time in how positive its
representation actually is.

A Glossary of Technical Stage Terms (245-246)
This glossary is short and contains specific vocabulary used in the show to reference
theater technology. Some words that were mentioned, such as, “spot,” “light plots,” and “gaffer,”
were understandable when reading the show, but still have helpful definitions. Others, namely,
“olivette,” “grip,” and “douser,” were things I had never heard. Something I thought I knew,
“moon box,” is defined differently because the technology for a moon box has changed since
1927.
This glossary is a perfect starting point for doing design research on The Pleasure Man.
Before I can follow through on the design ideas I have, I also need to do proper historical

research into theaters of the period, as well as any historical theater technologies mentioned.
Having a glossary allows me to start with a simple definition and progress to pictorial research to
fully understand how to accurately portray the history in my design.

Jones, Robert Edmund. The Dramatic Imagination: Reflections and Speculations on the Art
of the Theatre. 1941. 10th ed., Theatre Arts Books, 1973.

Introduction (5-12)
This introduction was written by John Mason Brown and reflects on Robert Edmund
Jones as a massively influential figure in stage design. Brown, having known Jones personally,
uses many personal quotes from Jones and the book itself to give the reader a sneak preview into
Jones’ spirited ideas before we read his own words in the coming chapters.
This quick and engaging section was a fantastic beginning to the rest of the book because
it summarized the poetic genius of Robert Edmund Jones in a few key ideas. Using real quotes
from Jones felt as if Jones himself wrote this introduction and engaged me further. There were a
few quotes that hit me hard and fast, cementing ideas about design in me that I have no doubt
will stay with me for this project and any future design career I may have. First, Brown quotes
Jones, saying, “The artist should omit the details, the prose of nature, and give us only the spirit
and the splendor” (5). I took this to mean that when we design, we are designing poetically, with
creativity and spirit, and we cannot let boundaries of “prose” or life get in the way. Never limit
yourself creatively, find that spectacle and go as far as you can, and don’t worry about limitations
such as budget, inventory, or time, until you have reached your full creative potential. Brown
also states, “...Bobby was able to turn his dreams into realities and produce settings which lived

as characters in the plays for which they were designed” (11). I simply love this idea. Sets are
truly characters in their own right, I had just never thought about it in that way before. Sets have
personality, mood, and they develop along with the play. I think even from reading the
introduction, it is clear that Robert Edmund Jones’ way of thinking about design speaks to me (as
it speaks to many others) and will be crucial to developing my creative mind.

Chapter 1: A New Kind of Drama (15-19)
This first chapter focuses on the developing exploration of the “Unconscious” in
mid-1900s theater. Jones recognizes that art has begun to lean into how to show audiences the
unconscious mind. He states, “[playwrights] are seeking to penetrate beneath the surface of our
everyday life into the stream of images which has its source in the deep unknown springs of our
being… to show us not only the patterns of [characters’] conscious behavior but the pattern of
their subconscious lives” (16-17). Jones further develops this observation by predicting the use
of the talking picture in theater: “In the simultaneous use of the living actor and the talking
picture in the theatre there lies a wholly new theatrical art, whose possibilities are as infinite as
those of speech itself” (17). This is an important development in the theater world for him, as it
has the potential to expand our ability to express the Conscious and the Unconscious to our
audiences, the objective and the subjective.
I found this chapter to be awe-inspiring because Jones predicts to such an incredible
extent the use of film, projection, and technology in the theater. When I read this, it felt obvious
to me. Why is this so revolutionary? Film can be used in theater, we project images all the time.
But from the perspective of the time this book was written, this was not a widely used technique
and the technology was only just evolving to be able to attempt what Jones is saying. I suddenly

recognize how easy it is as a designer to take for granted the usefulness of projection and its
potential to do things we may not be able to build or make ourselves. Jones recognized the
importance of projection in the coming years of theater, and when I think about shows such as
The Laramie Project, Dear Evan Hansen, and Next to Normal, it is easy to see how right Jones
was. For those shows, projections are the set. They are used to portray the inner subconscious
mind of the characters in an artistic way that otherwise may not have been as strongly
represented to the audience, and I only fully recognized that after reading this chapter.

Chapter 2: Art in the Theatre (23-42)
Jones uses this chapter to explain to the reader his opinions on the art of all the different
facets of theater. He delves into what good set design should do, saying, “A stage setting is not a
background; it is an environment” (23-24). He pushes, “For I have come to the theatre to see a
play, not to see the work done on a play” (25). He then explores the art of acting, telling us how
few actors truly know how to act for the theater. Jones wants actors on the stage to “hold [him]”
(28). He also briefly goes into costume design, lighting design, playwriting, and directing,
discussing his feelings on the diminishing nature of these arts in modern American theater and
how they should be. He summarizes his thoughts by writing, “The sole aim of the [theater] arts
is… to enhance the natural powers of the actor. It is for the director to call forth these powers and
urge them into the pattern of the play” (37).
There are too many striking quotes to count in this reading. All felt resonant and applied
well to my exploration as both a designer and an actor. I am using so many quotes in this
annotation because he so succinctly describes what he means in such vivid descriptions. My
favorite has to be, “A setting is not just a beautiful thing, a collection of beautiful things. It is a

presence, a mood, a warm wind fanning the drama to flame. It echoes, it enhances, it animates. It
is an expectancy, a foreboding, a tension. It says nothing, but it gives everything” (26). This
resonates so deeply with my desire to do set design. I often wonder why I chose set design so
purposefully over something like lighting, sound, or costumes; this is why. This book is putting
words to my love for acting and design, and helping me realize how connected they are in their
power to affect an audience.
I also want to mention that when discussing actors and what an actor should do for the art
of theater, Jones does have some problematic visions, saying, “ I do not wish to look at the
physically unfit, the mentally defective, or the spiritually defective” (28). I have already seen this
viewpoint when reading Stanislavsky, and many brush it aside as “a sign of the times.” I
however think it is crucial to recognize phrases like this, just as I am recognizing problematic
views in Mae West’s plays. Historically, things were different. But that doesn’t mean it is okay to
forget how queer people, disabled people, people of color, fat people, and anyone outside of the
category Jones calls “thoroughbreds” (don’t even get me started on using a term for bred racing
animals for humans) in the theater. He wants to see the best of humanity on the stage, and yet I
feel that seeing diversity on stage is what creates a more human and realistically beautiful art.

Chapter 3: The Theatre as It Was and as It Is (45-65)
This chapter consists of imagined scenarios that Jones gives the reader. We jump from
The Stone Age, to the Greeks, to Elizabethan England, to the late 1890s, to his own time. In each
of these scenarios, we are asked to imagine the theater of the day. The changes from the first
theater created around a campfire, to the awe of the greek amphitheater, to the spectacle of
Shakespeare, to the obsession with realism, and finally to the modern changing technologies of

the mid-1900s, all serve to prove Jones’ point: “... life has become so crowded, so hurried, so
commonplace, so ordinary, that we have lost the artist’s approach to art. Without this, we are
nothing. With this, everything is possible” (65). By showing us these stories, he is showing to us
his belief that we have lost what the theater did to us. It sparked fear, hope, dreams, and emotion.
He does not believe this can be found in the theater of his day.
I found this an interesting read because Jones told captivating stories from the perspective
of all ages of theater. His tactic of storytelling did get me as a reader to become more engaged
with his final point. I understand what he is saying, but I don’t know if I necessarily agree in all
ways. I do agree that the inherent allure and power of theater is still the same. After his caveman
story, he says, “From this circle of eager listeners to Reinhardt’s great Schauspielhaus in Berlin is
only a step in time. In its essence, a theatre is only an arrangement of seats so grouped and
spaced that the actor–the leader–can reach out and touch and hold each member of his audience”
(47). He goes on to say, “In some mysterious way these old, simple, ancestral moods still survive
in us, and an actor can make them live again for a while. We become children once more. We
believe” (49). We may do theater differently and with different technologies at hand, but we do it
for the same reasons our ancestors did under the light of a campfire. I don’t necessarily think,
however, that this technology or this “age” is blocking us from finding that same magic as Jones
suggests. While I don’t agree with all of his ideas, this chapter still allowed me to understand the
perspective of why we do theater, why I want to design in the first place, and why we are so
captivated by the telling of stories.

Chapter 4: To a Young Stage Designer (69-83)

As the title suggests, Jones uses this chapter to write about the poetic beauty of a stage
designer’s job. He calls the stage designer an “artist of occasions” (69). He expands on this by
explaining that every play has its own atmosphere, and it is a stage designer’s job to continually
navigate it, to embrace it. He mentions the special splendor of seeing theatre on stage, and how
different it is in comparison to just reading a written play. This splendor can only be achieved
through the stage designer. Jones writes that he must “learn to sense the atmosphere of a play
with unusual clearness and exactness. He must actually live in it for a time, immerse himself in
it, be baptized by it” (74) He expresses the importance of delivering the dramatist’s intentions
instead of designing for the sake of performance itself, and finishes by expounding on the poetry
of stage design, saying that “it seeks to give expression to the essential quality of a play rather
than to its outward characteristics” (78). In all ways, he is telling the reader that stage design is
much more than a job of recreating and constructing; it is an art of spectacle and of life.
“... I have stumbled on a definition of art in the theatre; all art in the theatre should be, not
descriptive, but evocative” (81). This to me was the most meaningful teaching of the chapter for
my work. His story about creating a tapestry of a medieval lion felt like something I will
inevitably experience for myself. Anything I create only copying research will be lacking. I must
find that imagined form, what the thing means to me, and from that, I can evoke the real thing,
not simply copy it. When I do research on theater spaces of the 1920s and queer safe spaces of
the 1920s, I will remember this. I am not only recreating these spaces on stage but evoking their
meaning and their power for the audience.

Chapter 5: Some Thoughts on Stage Costume (87-110)

Robert Edmund Jones uses this chapter to take the design tactics and methods he talks
about in the previous chapters and apply them to the world of costumes. He specifically
discusses the steps of creating a costume with full dramatic imagination, using the example of
Delilah from John Milton’s, Samson Agonistes. Looking at what we picture the costume to be
from a historical lens, a literary lens, the lens of nostalgia, and Milton’s own lens. Building the
imagined costume in our minds, Jones designs the costume with us through his writing. He
states, “We are to evoke a mental image of this costume. We are to allow it to appear to us of
itself, to manifest itself to us, to occur to us, as it were” (97).
When reading the title of this chapter, I was not expecting much to apply to my own
ideas, because I am not focusing on costume design. However, Jones’ poetic vision of the
dramatic imagination does not just apply to the costume designer, and it is clear he wants the
reader to understand that this process is true of all theater design. Early on, Jones writes, “What
we do in the theatre depends on what we see. If we are to design for the theatre we must have the
clearest possible image in our minds of the nature and the purpose and the function of theatre”
(88). This stood out to me as the reasoning behind the exercise he takes us through. I always like
having clear images in my mind of what I am creating before I take the next step, and Jones
stresses this as something to continue to do. Using what we have, find that image, that spark of
theater magic that makes a cheap costume into a gorgeous work of art. Or in the scenic sense,
what makes 3 flat walls into a home. Another powerful quote I found useful was when Jones
writes, “There is no formula for inspiration. But to ask ourselves, why did that artist do that thing
in that particular way instead of some other way? Is to take the first step toward true creation”
(89). While I may know to have a strong image in my mind as he said before, knowing how to
get there is what I have previously struggled with. He is saying that asking questions, varied

questions about history, meaning, and simple choices, will further prompt that inspiration and
that imagined image to come to us.

Chapter 6: Light and Shadow in Theatre (111-130)
Jones moves from costumes to lights in the world of design. In this chapter, lighting
design is truly portrayed as an art. He focuses first on the use of light, and then on the use of
shadow, or the lack of light. He begins by describing the “livingness” of light, and how important
that realization is to a designer. Our first job as designers is to light the actors, as they are what
he calls interpreters of the drama. But we make them visible in a very unique way. Jones states,
“The world of the theatre is a world of sharper, clearer, swifter impressions than the world we
live in… It is not enough for us to make them beautiful, charming, splendid. Our purpose must
be to give by means of light an impression of something out of the ordinary, away from the
mediocre, to make the performance exist in an ideal world of wisdom and understanding” (115).
Light in the theater, whether shadow or bright blinding white, is always doing more than real life.
It doesn’t just illuminate, it evokes the drama in its own artistry. He ends this chapter of poetry
and imagery by surmising, “Does this mean that we are to carry images of poetry and vision and
high passion in our minds while we are shouting out orders to electricians on ladders in
light-rehearsals? Yes. This is what it means” (128).
I will be honest when I say that all I want to do is quote this entire chapter in this
annotation. It is pure evocative poetry, and it brings such a beauty to the world of design that is
easily forgotten when one takes up the tools of the designer and becomes overwhelmed with

deadlines or budgets. Even though this chapter focused on lighting a stage, I found such meaning
in his words that can relate to any designer. Of course, designs do not work alone, whatever the
set designer does collaborate in some way with lighting, costume, etc. We all have similar
processes. I am reminded of this when reading Jones’ work. He writes, “Lucidity, penetration,
awareness, discovery, inwardness, wonder… These are the qualities we should try to achieve in
our lighting” (121). Aside from the physical necessity of the play, the set designer is inspired by
these same qualities. We not only provide the necessary playspace for the drama to take place,
but we also evoke the drama in our sets themselves. Jones describes this evocation when he
states, “A scene on the stage should give us the same sense of incredulity and wonder and
delight. As we enter the theatre we too are on the threshold of a new experience… A new
powerful life pervades the theatre. Our hearts beat with a wild hope” (118). Theater designs do
perform a function. But this chapter in particular is a reminder that design has the power to do
and achieve so much more than making an actor visible or telling the audience there’s a house on
stage.

Chapter 7: Toward a New Stage (131-150)
In a very circular manner, Robert Edmund Jones brings the reader back to the effect of
motion pictures on the theatre as discussed in the first chapter. This time he uses this to argue
against the theorized age of “dying theatre” that he has heard others discuss. He views current
theatre as, “essentially a prose theatre, and of late it has become increasingly a theatre of
journalism… it is this theatre that is dying” (132). And yet, he proclaims how great it is that
Hollywood is encroaching on this theatre. He writes with excitement, “By draining the theatre of
its literalness they are giving it back to imagination again” (134). After setting this precedent, he

goes on to discuss the true purpose of setting a stage simply being “to remind the audience of
where the actors are supposed to be” (135). Using beautiful examples from shows throughout the
ages, he showcases that allusion to scenery enhances the language of the play, and does not take
away from it. He compares this “new theatre” he offers up to radio dramas that simply state the
setting once in the beginning and let the audience's imagination continue to get swept up by the
drama. They no longer need to be reminded of the setting because the story does the rest of the
work. As he states, “If we discard for a moment the idea of a setting as something that must act
all through a play along with the actors and think of it instead as a brief ceremony of welcome…
Scenery takes wings, becomes once more a part of the eternal flight and fantasy of the theatre”
(146).
This chapter held a fascinating perspective on what scenery needs to and should
accomplish. As I am delving into a play written in a time rampant with a focus on realism, it is
easy to become sucked into that design mindset. But the idea Jones gives us, this idea that
motion picture is doing us a favor by stealing realism and allowing the theatre to become
fantastical again, re-opens my mind to the possibility that scenery has. Jones specifically
mentions Thorton Wilder’s, Our Town, as an example of the use of language to evoke the setting
instead of the scene itself. The Stage Manager even says in the play, “There’s some scenery for
those who think they have to have scenery” (138). As someone who was able to play the role of
Stage Manager, this chapter reminded me of the beauty of performing that role. As an actor, I
had to use the lack of set to inform my choices. I had to make decisions about where I saw the
livery stables, where the cemetery was, and where the big oak tree stood; I had to make the
audience see these things, really see them, using only my words. For me, this process is parallel
to what Jones wanted designers to do in his time so that theatre does not die. Allow the set to

allude to scenes, and allow it to assist the language of the drama so that the audience focuses on
what is imagined more than what is real. While this is obviously not the “correct” way to design,
as there is no one correct way to design, and I will be designing more realistically for this
project, it is an important lesson in allowing change that I will remember more vividly after
reading Jones’ work.

Chapter 8: Behind the Scenes (151-157)
In his final chapter, Jones reflects on the theatrical. He takes note of the truth of theatre,
looking at the back of a set, saying, “Behind this scene, which will presently seem so real when
viewed from the front, there is nothing. Nothing at all. Only the empty echoing stage, desolate,
ominous, prophetic” (152). He goes on to discuss that facade of the theatre, and how it manifests
in actors as well as any human. He writes, “It happens to each one of us at times to feel separated
from ourselves, going through the business of living as if we were at once a character in a play
and the actor who impersonates the character” (154). This chapter summarizes what Jones’ sees
in the theatre, what it does for us, and why we are so drawn by it.
It is difficult not to sound cliche when trying to explain how touched I was by this
chapter. It has, more than any other piece of text on acting and theatre so far in my life,
completely understood the strange calling I have felt towards this profession and art since I
started doing it. As a double major in theatre and anthropology, I recognize how special theatre is
to humanity. As Jones says, “Perhaps it was the sense of theatre that made us human, ages ago”
(155). Theatre, storytelling, and sharing emotions, are all unique to human culture. I wish I could
avoid sounding stereotypical when I say that I feel compelled to act, to design, to do theatre, by

something. I think Jones captures that feeling beautifully. Despite the challenges that I face in
this project and the challenges I will inevitably face in this industry, Jones reminds me why I am
here.

Kevin Lee Allen. Vectorworks for Entertainment Design: Using Vectorworks to Design and
Document Scenery, Lighting, and Sound. 2nd ed., Routledge, 2021.

Chapter 7:
This chapter brought me through the step-by-step process of making a 3D object,
manipulating it to my liking including rendering the object with textures, and then creating
professional viewports from all angles to showcase my creation.
While this chapter had a plethora of confusing typos and strange wordings, I did find it
helpful for learning how the basics of 3D creation worked in the Vectorworks program. While I
already knew how to create a viewport, this chapter showed me a different way of doing that and
many other things, giving me more options under my “Vectorworks toolbelt”. It also went further
into how to polish viewports and title blocks, a skill that is key to presenting neat and
professional designs. I will definitely be checking back in this book in order to refresh these
skills until they become second nature.

Chapter 8:

This chapter holds key information about how to modify and manipulate 3D and 2D
objects with the goal of creating much more complex figures. It goes over every modeling tool,
allowing the reader to follow along and guide them as they experiment with the tools. The
chapter stresses that continual use and experimentation is crucial to getting used to and mastering
these tools.
I found this part of the text to be the most useful because it very simply went through
each tool and its uses. I was able to freely explore these tools once given the basic first steps, and
there were only a few areas where lack of specificity lead to confusion. For example, I am still
confused as to what the “Sweep” tool actually does even though I know the steps to operate it,
because it was never explained. I also think that the end of the chapter was slightly abrupt,
because it gave me the tools, and then jumped to an anecdotal result of building a lighthouse.
Yes, I feel confident that I can deform a cube and make a cone. I even feel confident that I could
make a generic building or house, but I still feel as if I need guidance when it comes to putting
these tools to use for much more complex structures. I think it's a very big step that I feel like
I’m not prepared to take, even if I most likely am.

Brockett, Oscar G., et al. Making the Scene: A History of Stage Design and Technology in
Europe and the United States. 2010. Tobin Theatre Arts Fund, 2012.

Chapter 1: Scenic Design in Ancient Greek and Roman Theatres (3-28)
This chapter starts at the beginning of Greek and Roman theater, the Theatre of Dionysus,
and proceeds to discuss the origin of the skene, or the scenic house where actors would go to
change masks, as well as its use in plays. It writes about the development of scenic painting and

scholars’ trouble with finding sources and examples of surviving early greek theatre architecture.
As Alexander the Great came to power and Greece entered the Hellenistic age, the theater was
changed along with it, being spread to conquered territories, given a raised stage with an
emphasis in plays shifting from the chorus to the actors over time. This factor greatly affected
scenic design. In terms of the Roman theatre, it developed from major festivals honoring the
Gods. These plays had temporary structures built for them, and slowly the frequency of them
increased. The development of amphitheaters This chapter mainly discusses the development of
theater architecture, as scenic design was less focused on, and there are so few primary sources
on scenic painting.
It was interesting reading this chapter after chapters on scene design in the 1800s-present
because I could easily see how certain early elements of the design have stayed present
throughout the centuries. While raked seating actually disappeared for a while, it’s fascinating
that it returned into fashion in the design of theater architecture after so long, and the use of
periaktoi in Greek stages mimics that of the changing scenery scrolls of the 1800s. Roman
amphitheaters even had a set of elevators that would dramatically lift up animals, actors,
gladiators, and even public executions, into the space, similar to the technological fad of putting
elevators and raising platforms into theater architecture spaces in the late 1800s.

Chapter 2: Medieval Scenic Design (29-60)
After discussing Greek and Roman theater, the book moves on to discussing the death of
theater in Europe due to the church, and then the revival of liturgical plays in order to tell stories
of the church. Church architecture played a large role in the creation of these plays, and even as
plays slowly moved outdoors and became more accessible to the general population, these

designs (the use of mansions or small set buildings, different stage technologies, etc.) carried on
being used. The use of pageant wagons in order to perform and display plays was also widely
popular, and plays began to turn into events that could last days, using countless mansions and
parading around the city. Medieval theater truly lasted long into the Seventeenth Century, and
only as religious theater began to be banned throughout Europe did Renaissance influence take
over.
I must admit I was not looking forward to reading this chapter at first because it felt so
unrelated to my work with 1920s theater. However, I was fascinated to see some strange
similarities between Medieval theater design and the popular designs of the late 1800s and early
1900s. At that time, theater spaces became more influenced by New-Gothic styles, which evoke
the arched, intricate settings of the majority of medieval plays taking place in gothic churches.
As well, the medieval use and creation of mansions and the lack of 2D sets are very reminiscent
of the focus on box sets and realism that theater practiced in the late 19th Century. It was also
interesting to see the beginnings of stage technologies like early fly systems, lighting, practical
effects of fire and smoke, and the use of moving set pieces to depict certain locations; I had
previously no idea that all of this began developing in Europe from the performance and focus on
religious storytelling and the want to spread Christianity further to the public.

Chapter 3: The Italian Renaissance (61-110)
This lengthy chapter covers a large span of time during the Renaissance period in Italy
and the crucial developments to set design that occurred. Theater began to move indoors, as
artists and architects became reinspired by ancient theaters, moving away from the disjointed
sets/mansions of the medieval theater. Probably the most important of developments was the

advancement in understanding perspective. The evolution in perspective as mathematical art led
to scenery focusing on perspective-based backgrounds and a more 3D environment. The other
major development in the theater was the ever-growing and complex technologies for lighting
and special effects. Flying technologies were in more use than ever, and the manipulation of
candle and lamp light to color, dim, and focus was explored for the first time on a large scale.
Having read this chapter after reading Chapter 5, it was slightly less informative,
however still interesting. I think it went on a little too long in terms of giving specific examples
from the time period, but I did enjoy some of the stories about designers. I think the failing is
that there were so many details, names, and places, that I start to conflate them all and
misremember or forget. I thought the most informative section of this chapter was at the very end
when discussing specific technologies and how they worked, using images to support the
descriptions of the complex rigging systems and machinery that no longer survive today. I was
also intrigued by the magnitude of importance perspective played in this time period, not just in
theater, but in all arts as well as in mathematics. It is something that comes very easy to us and is
ingrained in our learning now as children, but it is fascinating to think that perspective was
“discovered” per se instead of innate to art at the time.

Chapter 4: Design in France and the Holy Roman Empire from 1640 to the Early Eighteenth
Century (111-130)
Building off of the last chapter, this section looks specifically into France during the time
of the Italian Renaissance, noting the differences in theatrical development. Stage machinery and
technology were mostly similar, but architecturally there were some smaller differences as well
as cultural differences. Opera, a major art form that pushed scenic design to the heights it

reached during the Italian Renaissance, developed much differently in France as the French
population did not enjoy the spectacle of Italian Opera. Therefore, designs for French ballets and
later on French Opera (which Jean-Baptiste Lully is credited with creating only after he held
power over most if not all theater in France) became much more minimal and purposeful in their
use of both perspective and machinery.
This chapter was useful in observing how drastically theater styles can diverge in
different cultures that are so close to one another. I noticed how much more regulated French
theater is as opposed to Italian theater, controlled by a few specific designers/producers at a time.
There was also a crucial connection between theater and the crown. It was fascinating to find out
that Loius XIV got his name of the “Sun King” after performing as the Sun King in ballet and
carrying on the title throughout his reign. I think that while the specific content isn’t related to
my research, it is important to recognize how quickly theater changes and develops by different
groups in different contexts.

Chapter 5: The Influence of Scena Per Angolo on Eighteenth-Century Design (131-156)
This chapter focuses on the revolution that was Scena per Angolo in theater design. Scene
per Angolo is, as the chapter states, “Multiple vanishing points [that] allowed the space to be
organized in a more complex way; the eye of the viewer was led in several different directions”
(133). It allowed for more grandiose, fantastical set designs, phasing out fly machinery/SFX in
order to create the impossible using scale and detail. It also allowed audiences better sightlines
and less distorted perspective views as with the previous Renaissance perspective. Italian scenic
designers were central to this evolution in design, specifically the Bibiena family. English
designer Philippe-Jacques deLoutherbourg used multiple pieces of differently sized scenery in

order to create depth on stage that seemingly spanned miles. The text also stresses the continual
steps theater was making towards the “everyday.” New comic operas became popular, and more
middle-class interior and exterior sets were needed. Spoken drama became more recognized and
appreciated as a form of theater, while companies grew their scenery stock in order to offer a
wider variety of plays.
This was a compelling read because, despite my previous theater history knowledge, I
was not aware of how drastically perspective changed design. While in other chapters I already
had a basic knowledge of most ideas and was building off of that with the specific names and
details the book gave, this chapter was entirely new information. The images in this chapter were
especially intriguing because the sheer magnitude of these designs are mind-boggling when
thinking about modern scene design. These designs were not just for plays, they were for
involved events. It is astounding to see the drawings of these designs and imagine their
proportions, and even more to see photos of the surviving theatre houses we have from the
1700s. I learned about a crucial moment in theater history from this chapter, but I also was able
to recognize that the limits of design were zero to none for these designers. It is inspiring to see.

Chapter 6: Neoclassicism and Romanticism– A Rivalry of Opposites (157-188)
This chapter focused on the emerging classical styles and romantic styles of design.
Specifically, it touches on the rivalry between Germany and France, as well as the French
Revolution’s effect on theater and theater design. France leaned towards Romanticism as
political leanings focused on the French individual citizen, and Classicism was popular in
Germany as an interest in early Greek styles resurfaced. The chapter also discussed the resulting
technological changes that came from these styles, such as Romanticism leading to a focus on

floor machinery as opposed to fly machinery. The development of the Panorama and Diorama by
Louis Jacques Daguerre lead to a more realistic, 3D scenery style, and a focus on historical
realism on stage began. The widespread use of gas lighting drastically changed the theater, as
stages could be fully light as well as more easily dimmed, allowing staging to become more
intricate and interactive with the set.
I was surprised to read this chapter and discover how close to Realism Romanticism
came; it makes sense that the era of realism comes directly afterward. All the technological and
cultural changes made in the 18th Century very clearly point straight toward the development of
the true realism era. The book mentions Victor Hugo and Alexandre Dumas as two “fanatics” of
accuracy in their work, and their early fascination with what would become an all-encompassing
theatrical style was interesting to see. I was particularly intrigued when learning of the
development of the modern melodrama (melodrama has been around since the Greeks, but the
word only came to be used during the 18th century), as well as the beginning of the traditional
box set, something that at the time was extremely unpopular and would stay so until the 19th
century. I think this chapter showcases most easily how styles develop and “win out” over time.
It also gives an important perspective into how certain “traditions” that seem unavoidable in the
modern day (the box set, etc) were not always the standard, and it is a natural part of theater
design to break from the “norm” of what may be popular.

Chapter 7: Realism and Naturalism (189-222)
This chapter offers extensive information on the periods of realism and naturalism in the
theater design world and how they affected the art as a whole. It discusses influential figures
such as Richard Wagner and Saxe-Meiningen, the two figures credited for instilling the idea of

the modern artistic director (all creative visions unified under one main source), as well as David
Belasco, Auguste Comte, and others. The main points of this section were how the trend of
realism caused a spike in technology development to keep up with more accurate depictions
onstage. The architecture of theaters changed many times as designers began to shape the spaces
for their needs. Devices such as elevators in the stages, hydraulic bridges, and revolving stages
were used to create as realistic a show as possible. Advancements in pigment creation led to a
wider variety of paints that made it no longer necessary to mix one’s paint from pigment, as well
as new techniques for painting large expansive backdrops. Electrical advancements also allowed
for smoke, fire, sun, and weather to be depicted much more frequently and easily on stage. This
chapter also mentions how political unrest due to industrialization as well as new ideas from
scientists like Darwin inspired the emergence of Naturalism, which sought to solve social issues
through scientific methods.
While the plays I am analyzing did not take place while Realism and Naturalism were at
their most popular, I think it is important to understand the history of the styles that came directly
before Mae West’s time. No style is completely isolated from another. Styles emerge many times
as a result of protest at the current popular choice. Understanding Realism allows me to
understand why Modernism came into effect and why people began to push against it so
ardently. I think another important aspect of this chapter is its fascinating glimpse into the
development of stage technology. The Pleasure Man takes place in a theater and mentions
specific equipment that just started being extremely widely used as the 1900s began. Those
technologies have evolved drastically, so seeing images and architecture of those technologies
helps me to further picture and design a stage with similar equipment.

Chapter 8: Modernism (223-256)
As the title suggests, this chapter explores Modernism in totality, only briefly mentioning
off-shooting artistic periods such as Symbolism, Expressionism, Russian Modernism, Futurism,
Dadaism, and Surrealism. It discusses the anti-realism trend popping up out of a want to, “make
the spectator seek the inner rather than the outer reality” (243), and a push away from the
advancing materialist ideals of the theater. Artists like Adolphe Appia and Edward Gordon
Craig, as well as Max Reinhart, focused on making “a theatre of ideal beauty that addressed the
imagination” (234). A facet of Modernism, Expressionism emerged because of a want to address
morals and social issues in more abstract ways to uncover truths of humanity. Futurism, a
lesser-known style of the time, completely opposed expressionism, choosing to embrace
industry, technology, and materialism in order to transform society further. The chapter also goes
into depth about the extent that Modernism played in ballet, showing multitudes of designs from
painters including Picasso and Kandinsky. The chapter briefly mentioned Artaud, who I have
studied separately when doing research into his Theatre of Cruelty.
I think that this chapter is probably the most influential of this entire book for my own
work, considering The Pleasure Man was written during the height of Modernism in the United
States. While The Pleasure Man itself doesn’t really seem to have many influences from
Modernist trends, I would argue that Mae West’s blink-and-you-miss-it humor, as well as the
constant innuendos meant only for those in the audience “in” on the joke, are a form of
modernist theater in themselves. Instead of realistically stating and outwardly showing every
facet of a character and every plot point, she creatively uses subtle mentions and specific word
choices in order to hint to the audience about the truth of the situation. I think that learning about
the vast variety of Modernism in theater, art, and dance throughout the entire world allows me to

fully understand how trends in theater ebb and flow, as well as how these trends may subtly show
themselves in places I may not have realized beforehand.
I also wanted to mention the brief aside the chapter made to discuss “The Riot of Spring.”
I was not aware of this event until reading the chapter, and it was helpful in understanding the
intensity of the grasp design has on an audience. If a drastically different design can cause the
audience to break out in a massive fight (and as the book says, “a show of its own”), what does
that say about the emotional connection a design has to those watching. It was a perfect example
to help me further understand Robert Edmund Jones’ ideas about a set being its own character.

Chapter 9: American New Stagecraft, Russian Constructivism, Epic Theatre, and the Bauhaus
(257-288)
This chapter covers a long range of time and many different places across the globe. First,
it discusses the monopolistic hold of The Syndicate and The Shuberts over American theater,
stalling artistic change and stomping out small local theaters that tried to survive on their own.
Only with the emergence of “New Stagecraft”, an exhibit of design that challenged the Syndicate
and Shubert traditions, returning to simple, less realistic designs and embracing new technologies
to try and break the barrier of what was thought possible. It discusses figures such as Robert
Edmund Jones, who I am reading currently, Lee Simonson, and Jo Mielziner, crucially influential
designers of the pre-WWII period. The chapter then jumps into Russian scenic design, discussing
the drastic lowering in censorship after the soviet union emerged. Through this independence,
Russian theater was allowed to thrive. Constructivism, a sort of merging of expressionism and
futurism, became a popular form to explore. The goal of constructivism was “a new emphasis on
physical and emotional reflexes [replacing] the earlier emphasis upon internal motivation” (270).

These new developing designers were eventually limited by Stalin’s rise to power. Finally, the
chapter discusses Germany’s Epic Theater and Bauhaus. Epic theater was like a combination of
expressionism and documentary, focusing on politics and the working class. The chapter writes
about Erwin Piscator and Bertolt Brecht the main “champions” of epic theatre. Bauhaus worked
alongside epic theatre as a sort of artistic schooling, attempting to “break down the barriers
between artists and craftsmen” (279), with a similar focus as Epic Theatre had on the working
class.
I think that the importance of this text lies in its images and its anecdotes about real
historical plays and designers. Being able to see in detail Bel Geddes’ 3D models from 1925, or
Robert Edmund Jones’ rendering of Macbeth from 1921 is a critical form of visual learning.
Seeing all of these images sparks inspiration for my own creative vision, and is quite striking
when realizing how similar design processes are almost a century apart. It makes me feel as if
I’m taking part in a timeless art. Specifically for this chapter, learning about New Stagecraft
taking hold while Mae West was writing is important in understanding what set designs looked
like at the time and furthers the depth of my historical research. I noticed an important focus of
theater on the working people. In America with the creation of unions, Russia with the freedom
of the soviets, and Germany with Bauhaus, we can see theater’s turn towards the people after
WWI, which is an interesting trend.

Chapter 10: Post-World War II and the Late Twentieth Century (289-333)
This chapter discusses major theatrical movements and designers in the Post-WWII Era.
It begins by discussing the rebuilding of theater in Europe and the influence of Czech scene
design, specifically the work of Josef Svoboda, as well as the rapid rise in technological

advances leading to an increase in a designer’s abilities with less effort. The chapter moves on to
Polish theater influencers, and then mentions The Living Theater, an American movement based
on Artaud. Popular in the 1960s, it’s attempts to completely extinguish the boundary between life
and theatre were radical. This leads into the emergence of performance art in the theater. It goes
on to discuss the post-war states of other European countries, Italy, Germany, France, and Great
Britain, mentioning notable figures such as Ariane Mnouchkine and Peter Brook. We then move
back to the United States, discussing prolific designers such as Ming Cho Lee, John Conklin, and
Adrienne Lobel. Finally, the chapter goes over further technological changes, such as the
creation of LEDs allowing automated lighting and color changes, and computer software-assisted
drafting, allowing designers to change and update designs with ease.
Once again, I feel like the images in this chapter were most helpful to my own work.
They added so much to the history I was reading, putting design styles to names. I really got a
feel for the large variation in design styles that split off after WWII. Hearing about the
development of scenography into a more respected art and respect being given to the different
aspects of it instead of grouping designers together was interesting. I thought a quote from
Pamela Howard, British designer and educator, was especially striking and reminded me of
Robert Edmund Jones’ ideas in The Dramatic Imagination. She states, “A space is a living
personality with a past, present and future” (311). I think overall this chapter, because it covered
so much history and so many people, allowed me to understand the evolution of design in a
worldly sense, and also have a further grasp on how crucial updates in technology were in
influencing how designers worked.

